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1. Introduction 
 
The inspiration for this project came from the critique of the traditional educational system in 
the social debate – which we will go further into in one of the first chapters. However, it 
seems the consensus between those criticizing is that the traditional educational system, in the 
USA and the UK at least, is too concerned with ‘learning by heart’, and with learning to 
provide the answers which the teachers expect. Further, it seems they agree that a more 
general problem with the traditional educational system in the Western world is that one only 
learns ‘school knowledge’, not ‘real-world knowledge’. For instance, one may learn about the 
different physical laws in school, but they are not put into a real life context, which means one 
does not gain the ability to apply them in the correct fashion outside of school.  
Our interest in this project is not to investigate this critique, but rather to look into a possible 
solution to it. We will do this by looking at a teaching method that is not often used, but has 
been known in different forms, at least since the beginning of the 1900s. The method in 
question is Drama (in) Education, or Process Drama. We will begin by explaining how a good 
Process Drama could be constructed based on Pamela Bowell and Brian Heap (2001), who 
have made a synthesis of several theories on Process Drama. We will explain our choice of 
authors and theorists in the Methodology chapter (p. 4). 
When we have explained the basic principles and ideas behind this kind of Process Drama, we 
will outline an example of how it might look in practice. Afterwards we will shortly comment 
on some probable influences and interesting lines from John Dewey and Etienne Wenger to 
the Process Drama described, before we discuss the potential of Process Drama when it 
comes to the theory of Multiple Intelligences by Howard Gardner, and the theory of Learning 
Styles by Rita Dunn. Having discussed these theories in relation to Process Drama, we will 
reiterate the example outlined in the beginning, and see if, and in which way, Learning Styles 
and Multiple Intelligences fit in to this teaching method. 
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1.1 Aim 
 
From the start we want to emphasize that the aim of this project is purely conceptual. By this 
we mean that we see this project as a development of the ideal theory for a learning process 
based on drama. We hope for an opportunity to apply the theories in a practical context in a 
later semester, where we can use the theoretical reflections of this project to build the 
groundwork for empirical studies. 
 
1.2 Problem Definition  
 
How could a process be constructed in which pupils learn primarily through the use of drama? 
 
1.3 Delimitations 
 
In this project, we discuss a particular teaching method in its own ideological framework. 
That means that we do not use theories or ideas from discourses which are based on another 
idea of what a school should be. The particular ideological framework of this project is one in 
which the school is supposed to be cross curricular, pupil-centred and based on learning 
through experience and learning by doing. If we were to include other ideological 
frameworks, e.g. the one in which the school is based on accountability, standardised national 
tests and learning by heart, we believe it would require a much deeper comparative analysis of 
the different ideas of what a school should be about which we are not interested in attempting 
at present. 
 
1.4 Methodology 
 
This project employs a theoretical-analytical approach in that it discusses a particular teaching 
method in a strictly conceptual manner. We chose this approach because we wanted to gain a 
thorough understanding of the method. First, we take a look at the part of the social debate 
criticising the traditional educational system, and attempt to draw some conclusions of what is 
most important in that discourse. The choice to not consider the voices that are for the 
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traditional educational system, or those who are arguing for a system based on the same 
values and ideas, is deliberate, since, as we stated in the Delimitations (p. 4), we are not 
interested in doing a comparative analysis. Rather, we choose to assume that the 
educationalists we refer to are correct, and try to look at one of the teaching methods that 
seems to fit with their ideals of how the educational system should work.  
The teaching method we have chosen is the one called Process Drama, which is a subgenre of 
the larger array of teaching methods referred to as Drama in Education. The particular form of 
Process Drama that we have chosen is one based on several different practitioners and 
theorists in the field and synthesized by Pamela Bowell and Brian Heap (2001). We have 
chosen this subgenre of Drama in Education because we believe it fits well with the 
conclusions we could draw from the social debate and the particular type of Process Drama 
because it provides a synthesis of some of the biggest names in the field, e.g. Dorothy 
Heathcote, Cecily O’Neill and Gavin Bolton. 
We decided to construct a key example, or fictional case, in order to have a fairly realistic 
example to discuss in the project. We do not believe that the evidence-based research model 
from the natural sciences can be applied as easily to educational studies as some of the people 
in the field of pedagogy might think, so our intent is not to pretend that our key example 
would work in just any school, anywhere. Rather, our key example is based on fourth through 
sixth grade in the Danish Folkeskole (the state school in Denmark comprising nursery school 
through ninth grade with an optional tenth grade), further it is based on an average normal 
class of pupils with no extraordinary advantages or disadvantages. Though the example we 
develop in this project should be useable for such a class, it would still require adjustments 
based on the specific context and class of pupils involved. The same, naturally, goes for using 
the method in general – it would, we believe, always have to be adjusted by the teacher to the 
specific context and class of pupils. 
To analyse and discuss the method, we have chosen to first look at it from three different 
points of view, and secondly to attempt a synthesis with another method, namely that of 
Learning Styles developed by Rita Dunn (2003), to address the problems these three points of 
view made clear. These points of view are all, as we see it, in the same ideological framework 
as Process Drama. The reason for this choice was explained in the Delimitations (p. 4). In 
addition, the choice of these theorists is also because we see them reflected in the ideas in 
Process Drama, and therefore believe it relevant to look into how they correlate with it. First, 
we chose a philosophical point of view provided by John Dewey (1938), since we saw his 
ideas about the laboratory school as both close enough to Process Drama to be able to relate 
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the theories, but also distinct enough to provide some interesting perspective on it. Second, a 
fairly sociological point of view was found in Etienne Wenger’s Communities of Practice 
(1998), because most of the educationalists referred to in the first chapter in this project 
Critique of the Western Educational Systems (p. 7) point to this theory as one of the most 
important to use in developing a new educational system. We believe that it is therefore 
relevant to see how the chosen method corresponds with that particular theory. Thirdly, we 
found a cognitive point of view in Howard Gardner (1983), which we felt provided an 
interesting perspective on Process Drama. Moreover, we found it very relevant to include 
Gardner’s view, since his theory of Multiple Intelligences seems to have become popular 
among teachers and pedagogues in Denmark. 
Based on the problems we found through the use of the three points of view, we decided that 
the theory of Learning Styles by Rita Dunn presented a good solution, and therefore we 
decided to make a synthesis of Process Drama and Learning Styles. Moreover, the choice of 
Rita Dunn’s take on Learning Styles was made because it is the one we see as the most 
widespread in a Danish context. 
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2. Critique of the Western Educational Systems 
 
As we follow the social debate, we often hear that the Western educational systems are 
criticised for not being sufficient in terms of preparing children for a professional life in the 
world as it is today. We have heard both politicians and educationalists express a desire for 
the curriculum to be more oriented towards innovation, creativity and learning, and that this 
should be achieved in part through group-work. This critique was what motivated us to try to 
come up with a possible solution as to how we can prepare children for a professional life 
with the skills claimed to be important in our society today.  
In the following, we wish to sum up some of the critique that we have come across, both in 
the Western world and in a Danish context. When we talk of educational systems in Western 
world, there are obviously some exceptions to the rule. Many schools use a different 
pedagogy than state schools, such as Rudolf Steiner, Montessori, Reggio Emilia or even here 
at Roskilde University. This means that we talk of a generalisation of Western educational 
systems, knowing that there are exceptions. 
We will take a starting point in the critique by Professor Emeritus of Education at University 
of Warwick, Sir Ken Robinson, stated in two presentations in February 2006 and October 
2010. According to Robinson, one of the problems is that we live in a world that evolves so 
quickly that we have only guesses of what the future looks like in a few months. The Western 
educational systems of today is the product of several reforms of a system developed during 
the Industrial Age and thus produces individuals fit for such a society (Robinson, 2010). 
Robinson states that the Industrial Age teaching model is not coherent with what our society 
needs today. As our society evolves so rapidly, it is difficult to know what knowledge will 
prove to be relevant for the children when they finish their education. Many pupils will have 
jobs that do not even exist when they start their schooling. Robinson states that we need to 
think about the unpredictability of the future: children starting school this year are retiring in 
the 2070s and because of this; it is very difficult for us to determine which skills they will 
need. Robinson suggests that parents and educators should take a starting point in what 
interests the child has and encourage the child to pursue his talent, instead of seeing an 
academic career as the final goal of schooling:  
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“Children are steered away from what they find interesting because they will 
never get a job doing that. This used to be benign advice but now it is profoundly 
mistaken.” 
(Robinson, 2006)1 
 
According to Robinson, the reason for this being a mistake is that based on reports from 
UNESCO, in the next 30 years more students will graduate worldwide than there have until 
now. This would mean that having a degree will lose its value. Robinson calls it “the process 
of academic inflation” (Robinson, 2006). Instead, by following interests and talents, creativity 
could play a much more important part in preparing for a professional life. According to 
Robinson, ”Creativity is as important in education as literacy and we should treat it with the 
same status” (Robinson, 2006). By creativity, Robinson means having original ideas that 
have value which often come about through interaction between different disciplinary ways of 
seeing things. Robinson sees it as crucial that we reconstitute our conception of the richness 
of human capacity because the educational system shapes children for a particular goal – 
university, and instead we should encourage children to use their creativity and ability to 
think divergently by promoting these skills in school (Robinson, 2010).  
An additional criticism levelled at contemporary educational practice is its reliance on 
teacher-centred rather than pupil-centred pedagogy. This means that the knowledge is taught 
in a manner where the pupil as an individual is not taken into consideration. According to M. 
Ed. and Adjunct Professor of University of Toronto, Don Tapscott, the school-system 
“revolves around the teacher who delivers a one-size-fits-all, one-way lecture” (Tapscott, 
2009, p. 122). Tapscott calls this a broadcast-method, as the teacher functions as a 
broadcaster who transmits information to the receiver, the pupil, in a one-way fashion. In this 
way, it is expected that the pupil is capable of absorbing the knowledge delivered by the 
teacher. Tapscott states that the broadcast method was designed for the Industrial Age, where 
the world needed workers who would do as they were told. Rather, according to Tapscott, the 
educational system should focus on the pupil instead of the teacher, and that the teacher 
should interact with the pupils instead of delivering one-way lectures. Furthermore, the 
teacher should customise his education to the individual pupil instead of the one-size-fits-all 
                                                          
1
 Our own transcription of video 
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form and instead of isolating pupils they should be encouraged to collaborate (Tapscott, 
2009). 
 
“Pedagogy is based on the questionable idea that optimal learning experiences can 
be constructed for groups of learners at the same chronological age. In this view, a 
curriculum is developed based on pre-digested information and structured for 
optimal transmission. If the curriculum is well structured and interesting, then 
large proportions of students at any given grade level will “tune in” and get 
engaged with the information. But too often it doesn’t work out that way.”  
(Tapscott, 2009, p. 139) 
 
Instead of teaching by the broadcast-method, Tapscott suggests that the teacher engages 
interactively with the pupils and functions as a guide; instead of telling the pupils what they 
should do, the teacher should help them to discover. It is our impression that it is not merely 
the methods used in teaching that are criticised, but also something that is actually quite 
foundational – the view of intelligence prevalent in the Western world. It is on the basis of 
this view of intelligence that children are taught in school. 
If our view on intelligence needs to be revised, our educational system has to as well. One of 
the committed critics of intelligence tests, Howard Gardner, argues that humans possess 
multiple intelligences, but intelligence tests only focus on the logic intelligence. Gardner 
introduces his famous work Frames of Mind: The Theory of Multiple Intelligences (1983) 
with an explanation on how oral and written exams all over the world are more or less the 
same – not a precise nor optimal way to measure intelligence: “After all, the score on an 
intelligence test does predict one’s ability to handle school subjects, though it foretells little of 
success in later life” (Gardner, 1983, p. 3). 
Gardner’s theory on Multiple Intelligences originates from a critique of intelligence tests; 
Gardner did not agree in the way we measure intelligence by assembling a test and from that 
calculate a number and base one’s intelligence from that: “First of all, the IQ movement is 
blindly empirical. It is based simply on tests with some predictive power about solving a 
problem: there is simply the issue of whether one arrives at a correct answer” (Gardner, 
1983, p. 17). Furthermore, he argues that the knowledge in an intelligence test only represents 
a certain kind of knowledge, which is defined by people who do not necessarily represent an 
entire country or specific societies: 
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“Much of the information probed for in intelligence tests reflects knowledge 
gained from living in a specific social and educational milieu. For instance, the 
ability to define tort or to identify the author of the Iliad is highly reflective of the 
kind of school one attends or the tastes of one’s family.”  
(Gardner, 1983, pp. 17-18) 
 
The wish for a change in the educational system is something that we have also come across 
in the Danish debate. In an article from 2008, dean of the time of Danmarks Pædagogiske 
Universitetsskole ved Aarhus Universitet (The Danish School of Education, Aarhus 
University), Lars Qvortrup, stated that creative knowledge is a core competence in a 
knowledge society and that we need to teach pupils three forms of knowledge; we need to 
have fingertip knowledge, facts, about our society and history so that the world does not 
become too abstract - but we also need creative knowledge. Furthermore, Qvortrup states that 
we need to teach what Qvortrup calls situative knowledge - knowing when and how to use a 
particular sort of knowledge and knowing what knowledge is relevant in a particular situation 
(Mehlsen, 2008). According to Qvortrup, it should not be understood in a way so that an 
individual is either creative, process-oriented or has fingertip knowledge. These are not to be 
understood as opposites, but as skills that we all need to master. Children need to be taught 
about creativity, situative knowledge and fingertip knowledge equally. According to 
Qvortrup, teaching these skills should be built up as a spiral: 
 
“Fingertip knowledge creates the basis for situated knowledge, which again 
provides the basis for creative knowledge – which again constitutes an optic 
through which fingertip knowledge is viewed.” 
(Mehlsen, 2008)2 
 
In this way, the three different kinds of knowledge are intertwined and inseparable. According 
to Qvortrup, these kinds of knowledge are equally important at all times, and this applies both 
to the business community and to education. 
In the Danish public debate, we have heard politicians stating that the Danish educational 
system should prepare children for a life in a world that have the need for creative and 
                                                          
2
 Our own translation of: ”Paratviden danner grundlag for situativ viden, som igen danner grundlag for kreativ 
viden – som igen udgør den optik hvorigennem paratviden anskues” 
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innovative minds. Former minister of education from 2010 to 2011, Tina Nedergaard, states 
in Pionermagasinet, a magazine published by the Department of Education, that  
 
“The children and young people who attend school and are getting an education 
now, are those who in the future must find the solutions to the challenges of our 
society – challenges which we do not know yet. It is a task which takes great 
subject knowledge and the ability to see opportunities, innovation and to convert 
ideas into value. With the Government’s strategy on education in 
entrepreneurship, focus is put on precisely these competences and on the necessity 
of strengthening the youth’s abilities to innovative idea development.”  
(Nedergaard, 2010)3 
 
The wish for innovation and entrepreneurship is something that we see expressed from both 
political sides; SF (the Socialist People’s Party) and Socialdemokraterne (the Social 
Democrats) have formed a proposal concerning the educational system, suggesting that pupils 
should learn entrepreneurship and innovativeness through the integration of practical 
dimensions into the curriculum (SF, 2010). 
The political spokesperson of education of Konservative Folkeparti (The Conservative 
Peoples’ Party), Rasmus Jarlov, suggests the implementation of aims for the pupils to be 
cooperative, innovative, creative and social (Ritzau, 2010). In this way, it seems that several 
parties of both political sides could agree on the importance of these aspects. Hence, it could 
quite possibly be the future of our educational system that entrepreneurship, innovation, and 
creativity came to be part of the curriculum.  
Creativity, as we see it, is not merely the ability to create something or be an artist; but more 
in the sense of being able to think divergently - the ability to break with systematic routine 
thinking, thinking out of the box, and coming up with new ideas. Sir Ken Robinson explains 
divergent thinking as not being synonymous with creativity but as an essential capacity for 
creativity, the ability to see several possible answers and interpretations instead of just one. 
Robinson refers to a study published by George Land and Beth Jarmon in 1992 where 
                                                          
3
 Our own translation of: ”De børn og unge, som går i skole og er under uddannelse nu, er dem, der i fremtiden 
skal finde løsninger på samfundets udfordringer - udfordringer som vi ikker kener endnu. Det er en opgave, der 
kræver høj faglighed og evnen til at kunne se muligheder, tænke nyt og omsætte ideer til værdi. Med regeringens 
strategi om uddannelse i entreprenørskab bliver der sat fokus på netop disse kompetencer og på nødvendigheden 
af at styrke unges evne til innovativ ideudvikling”. 
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children’s ability to think divergently was tested. In nursery school 98% of the children 
scored at genius level. The same children were tested five years later, aged eight to ten, now 
the level was reduced to 50%. According to Robinson, what had happened in the meantime 
was that the children had grown up and become educated. Robinson’s point is that we educate 
our children to linear thinking and conformity, believing that there is only one correct answer 
to a question, only one correct solution. The test shows that we all have the capacity to 
divergent thinking and that it mostly deteriorates the more educated we become. We see 
creativity, divergent thinking, and innovativeness as core skills that our knowledge society 
could make great use of, hence, we should focus on developing these skills in schools. This is 
what we believe politicians and educationalists have been proposing. We have tried to come 
up with a suggestion as to how this could be done. In this project, we wish to present a model 
for how pupils could learn these skills by working with Process Drama.  
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3. Process Drama 
 
As we see it, one of the main points from the previous chapter regarding the social debate is 
that the subject knowledge required of the curriculum, and the creative aspects, should be 
more closely intertwined. That is, according to Pamela Bowell and Brian Heap (2001), 
exactly what Process Drama is meant for. First, we will define more clearly, what Process 
Drama is in general. Note that this is a particular kind of Process Drama, which has arisen 
from a specific context, as we described in the Methodology (p. 4). 
Bowell and Heap (2001) distinguish between two different kinds of drama; the drama created 
for the external audience, which follows a script and is memory-based, and the drama 
concerned with improvisation and the internal audience, which is experiential. The former is 
the one we might know from e.g. theatres, radio, and television, and it is the one we typically 
associate with ‘drama’, according to Bowell and Heap. This is a very generalising approach to 
define drama, and thus does account for the many different kinds of drama that might lie in 
between these two stereotypical definitions. However, the purpose of this project is not to 
discuss the many possible definitions of drama, but rather to discuss one particular form of 
drama, namely Process Drama. 
 Process Drama is based on improvisation and an internal audience. It is also known as 
Experiential Drama, because the focus is on the process – not the product, and furthermore on 
gaining experiences through improvisation in groups. The internal audience exists only in the 
heads of those performing the drama; it is the part of the consciousness, which knows that 
what is happening is drama or ‘playing pretend’. To clarify – an external audience, in this 
context, is when the play is performed for the benefit of a group of people who are not 
participating in the drama. Where the internal audience, in this context, is the combination of 
the individual and the collective consciousness(es) of those participating in the drama – which 
will usually be everyone. This internal audience is, according to Bowell and Heap (2001), the 
voice in our heads advising us about what would be realistic in the dramatic context, it is the 
illusion of the ‘absent others’ referred to in the play. For instance, an experience many may 
have is that of being in a setting or situation where one is unsure of the norms and practices. 
In such a situation one is likely to observe himself and those around him to attempt to blend 
in.  
Having defined the concept, the question arises as to why this teaching method is relevant. 
We believe that effective learning happens through active participation and contextualisation. 
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Many of the experiences gained in educational settings are mediated and not contextualised – 
the pupils are told about facts of history, math and science, but they do not learn what to do 
with the knowledge. This is more of a problem in the USA and the UK (Shaffer, 2006; 
Tapscott, 2009; Prensky, 2006; Gee, 2004; among others), but it is something we believe can 
also be witnessed to some extent in Denmark. American Professor of Education, David 
Williamson Shaffer (2006), likens the situation to building a house. He says that from primary 
school through college, figuratively speaking, the pupils are meant to build a house from what 
they learn – a coherent system of knowledge, so to speak. The problem, however, is that the 
average school only gives them the bricks; it does not provide them with the mortar or the 
blueprints. Sometimes it has a test where it asks them to show it the various bricks, but it 
provides no other motivation for them to hold onto these bricks. The bricks are, of course, the 
facts taught in school - Newton’s laws, the year of the Reformation, etc. Where the mortar 
and blueprints are the contextualisations and the overall models and theories used to combine 
the facts in different ways. The point with Process Drama is that it provides the blueprints and 
mortar for the pupils so they can assemble their house, to follow the analogy. In this way, 
teaching with Process Drama combines the facts taught in school with the context provided by 
drama, and intertwines the creativity with the substance of the curriculum (Bowell & Heap, 
2001). 
In Process Drama, Bowell and Heap (2001) talk of four cornerstones (see Figure 2.1, next 
page): one is what we have just discussed in relation to ‘Learning in Context’ – the 
importance of contextualisation. Another is the importance of play. Here, many of those with 
experience in the field of educational studies and early learning know that children have this 
“innate predisposition … to learn through dramatic playing” (Bowell & Heap, 2001, p. 9), 
since Lev Vygotsky has influenced the field with his thoughts on Play and the Zone of 
Proximal Development that follows. We find that the point about ownership follows fairly 
logical, in that pupils who feel a greater sense of ownership of the learning, have a greater 
degree of motivation and thus gain more from the experience – this is also supported by 
several of the theorists we have mentioned (Shaffer, 2006; Dewey, 1938; Tapscott, 2009). In 
addition, at least according to Bowell and Heap (2001), humans generally use drama to either 
relive life experiences to make better sense of what happened, or use drama to simulate 
possible future happenings to prepare better for them – for instance, one might go over what 
to say to their boss or their wife/husband in their head many times before confronting them.  
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(Bowell & Heap, 2001, p. 9) 
 
3.1 General Points on Planning a Process Drama 
 
After having defined what a Process Drama is and argued its relevance, we will proceed to the 
more specific points in actually planning a Process Drama. First, however, we will explain 
some of the basic principles. Secondly, we will go through the planning process 
systematically, from the choice of learning area to how it is executed, and for that, we will be 
creating a fictional key example, to show how it may look in reality. 
 
There are some basic principles or methods as we see it, which are based on Bowell and Heap 
(2001) but interpreted as basic principles by us. It is difficult to say exactly how many there 
are, since they overlap and cannot be sharply defined individually. One is the importance of 
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creating a contract with the pupils to ensure a collaborative approach to the drama, among 
other things. Here it is important to make clear that this contract should make demands both 
of the teacher and of the pupils, and its creation should be approached from a sense of 
‘colleagueness’ with the pupils, not from a teacher><pupil dichotomy. This overlaps with the 
importance of the kind of language used, which is perhaps the most important principle – the 
language should always be inclusive, encouraging collaboration and promoting the illusion of 
empowerment so important in the Process Drama approach. This illusion of empowerment, 
which is also an important principle, refers to how the pupils should have a sense of 
empowerment, but without the teacher negating his own responsibility. This is partly gained 
through the contract (Bowell & Heap, 2001). 
The contract should consist of three parts; the first part makes demands of the teacher, the 
second of the pupils and the third of everyone, according to Bowell and Heap (2001). The 
contract demands of the teacher that he accepts that the pupils will make contributions and 
that it is his responsibility to do his best to incorporate them into the drama; that he should let 
the pupils discover solutions on their own by sometimes withholding his knowledge; that he 
always makes clear to the pupils what they are doing and why; and that he needs to “protect 
the pupils into the experiences by sensitive choices of materials and ways of working” 
(Bowell & Heap, 2001, p. 109). Of the pupils it demands that they take the drama seriously; 
that they respect that drama is not only about actions, but about thinking and feeling as well; 
that the contributions of others should be respected and that everyone has something to offer; 
that they should participate actively in the drama to their best abilities; and that they should 
behave in an appropriate manner. Finally, the contract then demands of everyone to do their 
best, to trust each other, and that the drama is the property of all involved, which means 
everyone needs to develop a consensus about what happens in the drama (Bowell & Heap, 
2001). 
The contract should explicitly be made with pupils who are new to Process Drama, but can 
then be implicitly made with those who have experience with it. Perhaps the most important 
function of the contract is to create a sense of ‘colleagueness’ and illusion of empowerment 
for the pupils, and to make possible a collaborative approach where the pupils feel like they 
are valued members of the drama which then provides a responsibility for the pupils to live up 
to.  
Having made clear the importance of language use and allowing an illusion of empowerment, 
there are also some more technical principles to the Process Drama regarding how time 
works. First of all the drama, or specifically the parts of it which are in role, should take place 
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“in the now”, this might be somewhat obvious to most, but it is important to note since the 
Process Drama shifts in and out of role – that is, it is episodic. What we mean by this is that 
the drama does not happen as one fluent improvisation from beginning until end; it shifts 
between out of role activities and in role improvisations and dramatizations. Additionally, it 
means that the teacher must remember when shifting from a classroom discussion of e.g. who 
the Vikings were, to a whole-group improvisation of a town meeting, that he must also shift 
time from “the Vikings were…” to “we are assembled today…” – so the parts of the drama 
that are out of role can discuss past and future, and the parts in role can explore the chosen 
present moment (Bowell & Heap, 2001). 
 
3.2 Planning Principles 
 
Now, the principles have been explained, and we will continue to describe the process of 
planning a Process Drama. We will explain each step one at a time in the following order: 
First, we find the learning area, or theme, and then we define a particular context for the 
drama to take place in. Next, we define the roles of the pupils and the teacher, and go into the 
frame, or dramatic tension, ending with the signs most important to the drama, and finally the 
specific strategies for executing the drama (Bowell & Heap, 2001). 
 
3.2.1 Learning Area 
 
“In determining a theme for drama, whether she is a generalist primary teacher or 
a drama specialist in secondary school, the most important question for the 
teacher to ask is ‘what do I want the children to learn about?’ What is the focus 
of the drama?” 
(Bowell & Heap, 2001, p. 15) 
 
First of all, the teacher will naturally need to figure out what he wants the pupils to learn and 
base it on the particular class of pupils and their strengths and weaknesses. In other words, he 
needs to find the focus, or learning goal, of the drama. When deciding this it is important to 
remember that drama is always concerned with people and the human condition, so the drama 
should be about something concrete – it would be very difficult to make a drama about 
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something abstract, though it is fairly easy to learn about something abstract through drama. 
To clarify – though it would be very difficult to make a drama about how atoms and 
molecules interact in different ways, it would be relatively easy to make a drama about 
chemists struggling with a problem in chemistry where the pupils would then learn about 
chemistry through playing the struggling chemists. Or, as other examples, making a drama 
about astronomical objects, grammar, the immune system or geometry on an abstract level is 
very difficult, though a drama about astronomers, journalists, doctors or engineers is 
relatively easy to make (Bowell & Heap, 2001). 
 
Key Example 
We have a class of 24 mixed ability 11-12 year olds in a standard Danish Folkeskole in 
a mid-size city. They are a somewhat lively class with little to no experience with 
Process Drama – this background is chosen to make it as universal as possible. We 
imagine that this Process Drama would take place over five sessions of one hour each – 
a relatively short Process Drama. 
The Learning Area is conceptualised as: ‘Which concerns and thoughts form the basis 
of a political campaign in a Danish context, and how does that affect its reception?’ 
The reason for this in the fictional setting of the example is the upcoming national 
election providing a good opportunity for the pupils to learn about the Danish political 
system. 
 
3.2.2 Context 
 
“Children’s ability to ‘willingly suspend disbelief’ and imagine themselves into an 
infinite variety of experiences is one of the foundations upon which process drama 
rests. It allows the teacher to harness the pupil’s creative energy in order to 
contextualise the learning that she wants for them.”  
(Bowell & Heap, 2001, p. 28) 
 
According to Bowell and Heap (2001), there are three types of contexts, which the teacher 
must take into consideration when planning the Process Drama. The first is the real life 
context. He needs to consider the physical setting available and the pupils’ age, social health, 
gender, experience, culture, etc. Most teachers will naturally have considered these issues 
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already when choosing the learning area. A more important context, perhaps, is the learning 
context discussed in the first part of this section. However, the most important context here is 
the dramatic context, which, through the suspension of disbelief of the pupils, allows for an 
engagement that is not only cognitive but also kinaesthetic and emotional. Here, the latter is 
perhaps the most important, since the engagement of the affective level of the pupil means 
that the pupil will care about what happens, which provides a much greater sense of 
motivation, and thus learning (Bowell & Heap, 2001). How well this works depends on the 
teacher and the dramatic context and frame chosen. 
  
In the last step, we defined the focus of the learning, but now we must define the specific 
context through which the pupils will engage with the substance matter. There are several 
possibilities; below we have listed a few. 
 
Key Example 
Place Time Event 
London Present Day Firm hired to design the 
campaign for a Danish 
political party 
Copenhagen Present Day Danish political party must 
plan a campaign 
Copenhagen Present Day Explaining the substance of 
the campaign of a Danish 
political party to the public 
Copenhagen Present Day Making a TV-show about the 
national election (fiction or 
non-fiction) 
Hollywood Present Day Making a film about a Danish 
election 
Of course, many other contexts could be thought of. However, from these we choose the 
first, where a firm in London is hired to design a political campaign for a Danish 
political party. This choice has several benefits. First, it means that the pupils will be 
playing someone not Danish, and thus they are not expected to know very much about 
the Danish political system, and therefore it makes sense that they will have to first 
 
20 
 
research how it functions. Secondly, this context also means that the pupils will have to 
see the political system from the outside, and the roles are unlikely to have preformed 
opinions about the individual parties, which means the focus can be on the 
communication tools, not on the judgement of the opinions of the particular political 
party. 
 
3.2.3 Roles 
 
“They [the pupils, ed.] must undergo some change in behaviour once they accept 
the fictional context of the drama. Since process drama is a genre of theatre in 
which the participants’ engagement with the role is not so much deepened by 
characterization as by attitude, then it is often the attributes they bring to the 
drama which are of uppermost concern.” 
(Bowell & Heap, 2001, p. 45) 
  
The roles will of course emerge from the chosen context, but there are some general points 
about roles to be made. Regarding the roles of the pupils, Bowell and Heap (2001) argue the 
importance of there being no individual roles. For example, in a drama about The Three Little 
Pigs, the pupils should not play the three little pigs nor the wolf; the scope should be 
broadened, so the pupils can play the jury at the trial of the wolf, or the townspeople in a 
nearby town. The good thing about this group aspect of the role(s) is that it promotes full 
participation by everyone, since everyone plays the same kind of role, and has the same kind 
of competencies. It also means that it should be easier to come to a consensus, since the roles 
would have the same values and norms. However, it does allow for some individual 
differences, for although everyone plays e.g. lawyers, consultants, monks, all lawyers, 
consultants or monks are not the same. They are bound together by something (profession and 
belief in this case, respectively), but they are still individual people with different 
backgrounds, thus allowing for some amount of self-expressions, without going over the top. 
Further, it should be noted that children will automatically take on the roles of adults, since 
they are aware of the fact that that is where the power is (Bowell & Heap, 2001). 
 
 
 
 21 
 
Key Example 
Place Time Event Roles 
London Present Day Firm hired to design 
the campaign for a 
Danish political party 
Consultants 
working in a 
communication 
firm 
Copenhagen Present Day Danish political party 
must plan a campaign 
Party members 
Copenhagen Present Day Explaining the 
substance of the 
campaign of a Danish 
political party to the 
public 
Journalists 
Copenhagen Present Day Making a TV-show 
about the national 
election (fiction or 
non-fiction) 
TV production 
company 
Hollywood Present Day Making a film about a 
Danish election 
Film production 
company 
 
Here is just one example for each of the contexts we mentioned before. Note that all the 
roles are group roles, or can easily become group roles. Naturally, there are many 
more possible roles for each of the examples. In our key example, the pupils could also 
be journalists or graphical designers, for instance. However, we choose to go with 
consultants, since we believe it makes most sense for the focus of our Process Drama. 
 
3.2.3.1 Teacher’s Role 
 
“Remember that children are used to coming in and out of role all the time in their 
dramatic playing. They recognize that, when one of them takes on the role of 
‘king’ and gives orders, after it is done over the relationship between the ‘king’ 
and his ‘subjects’ reverts to the normal, peer friendship. Similarly, they will 
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recognize that when their teacher comes out of role, the normal classroom 
relationships apply once more …”  
(Bowell & Heap, 2001, p. 50) 
 
The teacher also needs to consider his own role in the drama. Dorothy Heathcote and Gavin 
Bolton (1995) defines the teacher’s role in the drama threefold. When the class is out of role 
the teacher should be a watchful guide, he should point the way forward and keep the class on 
track. However, he should do so without becoming a ‘teacher-teller’, which is, according to 
Heathcote (2009) the typical image of a teacher who tells the pupils what to do; he must still 
remember the contract and respect the sense of ‘colleagueness’ with the pupils. When the 
class is in role, however, he has two possible ‘roles’. Firstly, the one he has chosen to be his 
in the drama, this should be a role that has a good sense of the context of the drama, but not 
one that has direct authority. For instance, if he plays the CEO of the company he will hinder 
the illusion of empowerment for the pupils, since he has explicit power over them; where if he 
plays the secretary, he still has a good sense of the context, and can convey directions from 
the CEO or supervisor. The difference is that in the latter, the teacher is just a messenger, 
which allows the pupils to retain the illusion of empowerment. The other ‘role’ he can play 
when in role in the drama, is that of ‘the other’ – e.g. he can play a visiting expert, a 
representative from somewhere, or whatever fits into the drama and is needed to let it unfold. 
For instance, if the drama is about a trial, where the pupils play attorneys, the teacher can 
agree with the pupils that he will play the roles of the witnesses, the accused, the accuser, or 
anyone else relevant to the case, which the attorneys would need to interview (Bowell & 
Heap, 2001). 
 
Key Example 
In our Process Drama, we have chosen that the teacher will play the administrative 
assistant to the CEO of the consulting company, where the CEO is away for the 
duration of the drama. The benefit of this role is that he retains some degree of 
authority through being the right hand of the boss, but he allows the illusion of 
empowerment by his role not having ultimate authority. Another important reason for 
the choice is that the teacher’s role is not a consultant, and cannot be expected to be 
able to provide any answers on how to do the job of a consultant directly, but can 
promote reflection by asking questions, probing, challenging, and so on to support the 
pupils in their roles as experts. This both builds the illusion of empowerment, since the 
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role of the pupils has knowledge that the teacher’s does not have, and reflection, since 
the ignorance of the role of the teacher allows him to ask ‘stupid questions’. 
 
3.2.4 Frame 
 
“If we accept that drama is essentially an art form which has talk as its currency, 
then it is clear that we must ensure that this collective concern [frame, ed.] is 
present in the drama at the outset. The importance of this is that it propels the 
participants into discourse – it will mean they have something to say because they 
have a ‘handle’ on the situation. 
(Bowell & Heap, 2001, p. 61) 
 
To sum up, our key example looks as follows:  
Theme/Learning Area Context Pupil’s Roles Teacher’s Role 
Which concerns and 
thoughts form the basis 
of a political campaign 
in a Danish context, 
and how does that 
affect its reception? 
Present Day: 
Communication firm 
in London designing 
election campaign for 
a Danish political party 
Consultants Administrative 
assistant for the 
CEO 
 
We have the focus, the context and what roles will be played, but we are still lacking the 
perhaps most important thing – the dramatic tension, the imperative for active participation, 
the reason for the pupils’ roles to care. This is what Bowell and Heap call “frame”, based on 
Goffman’s concept of Frame, which Dorothy Heathcote applied to Process Drama. Basically, 
Frame refers to the viewpoint of the individuals, it captures the way in which the participants 
are situated in relation to the unfolding action – it is the sum of values and norms of the 
particular individuals in relation to the particular context. So in regard to the process drama, 
Frame has two aspects, one is the motivation of the role to do something about the context to 
reach the goal or focus – the dramatic tension. For instance, if the pupils are playing botanists 
going on an expedition to a rainforest to save a plant, in order to learn about the importance of 
the rainforests, the teacher could add a dramatic tension that says the expedition must be kept 
secret, or that there is a deadline. This both adds a tension to the drama, and it adds something 
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the pupils can relate to. They might not have any experience with rain forests nor being 
botanists, but they will all be able to relate to secrecy or keeping a deadline. It is very 
important that tension is something the pupils can relate to, so they have a foot planted firmly 
in their own experience (Bowell & Heap, 2001). 
The other aspect of Frame is the distance between the focus and the Process Drama. For 
instance, if the drama is about something sensitive like death, loss, sex or bullying, then it can 
be a good idea to put in a good deal of distance, where if it is about something less sensitive 
or controversial, a lesser degree of distance can be sensible.  
We will draw again on our key example to show a little of how distancing works: 
Place Time Event Roles Frame 
Tension Distance 
Copenhagen Present 
Day 
Danish political 
party must plan a 
campaign 
Party members Must keep 
it secret 
No distance 
Copenhagen Present 
Day 
Explaining the 
substance of the 
campaign of a 
Danish political 
party to the public 
Journalists Deadline A little 
distance by 
relationship 
London Present 
Day 
Firm hired to design 
the campaign for a 
Danish political 
party 
Consultants 
working in a 
communication 
firm 
Deadline 
and 
specific 
demands 
Distanced 
by 
relationship  
Copenhagen Present 
Day 
Making a TV-show 
about a previous 
national election 
(fiction or non-
fiction) 
TV production 
company 
Balance 
between 
fiction and 
non-fiction 
to avoid 
lawsuit 
Somewhat 
by 
relationship, 
mostly by 
time 
Hollywood Present 
Day 
Making a film about 
a Danish election 
Film production 
company 
Deadline Furthest 
distance – 
relationship 
and time 
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Here we see how the same focus can have several different distances, from being a part of the 
election, to being a film production company in Hollywood making a film about a Danish 
election.  
 
3.2.5 Sign 
 
“A performance in the theatre is a highly selective, deliberate event which is 
designed to enable the making of meaning for its audience. In other words, all that 
the members of the audience see and hear has been deliberately selected in order 
to clearly communicate the meaning of the play to them, but they must read it. In 
effect, theatre is a semiotic system, which is concerned with processes of 
signification and communication via which meanings are generated and 
exchanged. “ 
(Bowell & Heap, 2001, p. 69) 
 
As in all kinds of drama, signs are very important for the collective meaning making. One of 
the points of using drama is that it is a way to create a context in a collective imagination, for 
this context to be the same to everyone, it is important to share some signs. If the pupils are 
playing monks and living in a monastery, it is very useful to have, for instance, a floor plan of 
the monastery to signify which rooms there are, how big they are, where they are in relation 
to each other, and so forth. In the context of Process Drama, Bowell and Heap (2001) talk of 
three main types of signs in the preparation. The first is the hook, which is the sign that 
constitutes the main tension in the drama. The second is the teacher signs, which are the signs 
the teacher uses to establish his role, and perhaps to foreshadow future events and lead the 
pupils in the right direction. Lastly, the third type of signs are the other prepared signs. These 
can be used to help establish the context or the atmosphere, like the floor plan of the 
monastery. 
 
Key Example 
In our key example, the hook will be a letter from the Danish party outlining their 
demands and expectations. Our teacher signs will be a file and a calendar, and other 
prepared signs are a large poster with an illustrative table of the Danish political 
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parties with their opinions and values on key areas listed, some posters illustrating 
some communication methods, strategies and rules, and a handbook for consultants 
with important links to literature and other resources. 
 
3.2.6 Strategies – Executing the Process Drama 
 
“Well-crafted process dramas engage participants emotionally, kinaesthetically 
and cognitively by providing opportunities to develop new perspectives and 
insights through an empowering framework for the exploration of ideas, feelings 
and the making of meaning.” 
(Bowell & Heap, 2001, p. 86) 
 
The final thing for the teacher to do is to consider strategies for how to execute the drama 
with the pupils. This is a very important step according to Bowell and Heap (2001). For 
example, if a class of pupils in a drama for some reason have to travel down the Nile, it would 
not be very productive to do a whole-group improvisation - that would likely end up with 24 
pupils rolling around the floor and giggling. In that situation, it might be much more useful to 
have the pupils split into groups and have them work out the story of the trip out of role. Then 
have them choose the most exciting moment of the trip and let them make a still image or 
tableau of the moment with one line of dialogue that sums up the experience, which can then 
be presented to the class (Bowell & Heap, 2001).  
We hope it is clear that there is a significant difference between the two strategies – on one 
hand the whole group improvisation, and on the other hand, the smaller groups making a 
tableau and presenting it. Bowell and Heap (2001) have divided their strategies into four 
categories, though many strategies can be used in ways that place them in different categories 
and can even be in more than one category at a time. Due both to the difficulty of placing 
strategies unambiguously in categories, and the fact that there is a very large number of 
strategies, we find it counterproductive to attempt to list them here. However, we have 
mentioned several strategies already in the text, and will mention more in the outline of the 
key example below. The categories are mainly a good tool for considering the purpose or the 
intention of the strategy in the drama. The four categories are context building, narrative 
building, deepening and reflective.  
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For a better idea of how the drama could happen, we have made a description below of how it 
could look. It is important to note though, that the teacher should not plan the entire drama in 
detail from the beginning, for, as we said regarding the contract in the beginning, there must 
be room for the contributions of the pupils. Therefore, this is just one example of how the 
drama could go, though it could happen in many different ways, since the process should be 
determined by the pupils – the teacher should merely guide the process so it ends at the 
planned focus. 
Note that, in the outline of the example below, on each step we have noted first the strategy, 
then an elaboration of what is meant by it as well as an idea of what category, or categories, 
the strategy would fit in, in this context.   
  
Key Example 
First session 
1. The teacher and the pupils discuss doing Process Drama and make the contract, since 
it is their first time. 
2. Brainstorm – the pupils and the teacher brainstorm out of role what a consultant is 
and what he does. This is done to build context, to let the teacher know what the pupils 
know about consultants and to support and protect the pupils into their roles. 
3. Defining the space – the pupils make floor plans of the firm to build context and build 
their roles, so it seems more real and strengthens the illusion of empowerment when 
they commence the drama. 
4. Teacher in Role – The teacher plays his role of administrative assistant as he calls the 
consultants to a meeting and briefs them of the request from the Danish political 
party. He only tells them it is there, and perhaps they discuss some other matters 
regarding the firm as well. This is to build context and to initiate the narrative. The 
teacher does not tell of the content of the letter yet partly to build suspense, partly 
because he wants to discuss the request out of role first. 
5. Out of role classroom discussion – the teacher and the pupils discuss what a 
campaign is, how to make one, and if they can pretend that the request from the 
Danish party is real, and how it should be made. This builds context and narrative, 
and gives the pupils a stronger illusion of empowerment. The class agrees that the 
letter the teacher has prepared is a good way for the request to arrive, and that the 
administrative assistant should read it aloud to them. 
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6. Teacher in role and whole-group improvisation – the class plays out the reading of the 
letter based on what they have just agreed on. 
 
Second session 
1. Whole-group improvisation – the teacher in role recaps the request, since “one 
of our colleagues was home sick at our last meeting, so let us quickly recap the 
request we received from the Danish party…” and the class debates in role what 
to do about the request, and which campaign strategies they will use. This 
deepens the drama and builds the narrative. 
2. Out of role – the class debates how to go about creating the campaign, and 
decides to form small groups for each of the different strategy. The teacher asks 
if it would be realistic if the consultants had a handbook with some links to 
important resources and general rules of thumb. The class agrees that it would 
be good, so the teacher hands out the handbooks. This promotes the illusion of 
empowerment and builds the narrative and context. 
3. Group work in role and chance for each group to interact with relevant 
personnel through the teacher - The groups begin working on their project while 
the teacher plays different advisors and other relevant personnel, with which the 
pupils can interact. This deepens the experience. 
 
Third session 
1. Whole group improvisation – daily meeting about the status of the projects and 
other concerns relevant to the context. This deepens the experience and builds 
the narrative. 
2. Group work in role and chance for each group to interact with relevant 
personnel through the teacher - The groups begin working on their project, 
while the teacher plays different advisors and other relevant personnel, with 
which the pupils can interact. This deepens the experience. 
 
Fourth session 
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1. Classroom discussion out of role – the teacher and pupils debate how to present 
the work of the groups, and decide on a whole group improvisation where each 
group presents to the rest of the consultants for feedback. They also decide that 
the projects will be handed in today to the administrative assistant for delivery 
to the Danish party. This promotes the illusion of empowerment, builds the 
narrative, and gives a chance for reflection. 
2. Whole group improvisation – The class plays out what they have agreed on. 
Narrative building 
3. Group work in role – the groups apply the feedback to their projects and hand 
them in to the administrative assistant. This promotes reflection. 
 
Fifth session 
1. Whole group improvisation with teacher narration – the teacher in role as the 
administrative assistant briefs the staff on the launch of the campaign and the 
reactions from it. Rounds of the narrative and provides a basis for reflection. 
2. Out or role classroom discussion – the class discusses the process of making the 
campaign, the launch, the reactions and all the ‘why’s’. This provides reflection 
on the process and product. 
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4. Analysis 
 
4.1 Process Drama - Influences 
 
Bowell and Heap’s theory of Process Drama seems to address issues concerned with learning 
from a number of different disciplines. In the following, we wish to look at some of the 
influences that we are able to recognise in order to see what function they have in the Process 
Drama as a method for learning. We wish to concentrate on theories within the disciplines of 
philosophy, sociology, and cognition, which we believe are reflected in the Process Drama. 
We shall examine the theories from a critical stance so that we are able to get a realistic, 
rather than an idealised, view on how the Process Drama functions. 
 
4.1.1 Experience and Continuity 
 
Bowell and Heap seem to be influenced by John Dewey’s philosophy, as Process Drama as 
Bowell and Heap explain it as a method where pupils learn through experience. Process 
Drama provides a framework within which the pupils can actually work with the knowledge 
they learn rather than merely learning about it. In other words, the knowledge becomes 
contextualised in this way. According to Dewey, an experience modifies the person who 
undergoes it, and in this way affects the experiences following it. Human beings can be said 
to grow through experiences and gain knowledge that will shape them and affect how they 
will react to subsequent experiences. In this way, experiences will form both emotional and 
intellectual attitudes and respond to the conditions met in life and set up preferences and 
aversions (Dewey, 1938). Dewey states that every experience should prepare a person for 
later experiences of deeper quality - that is the meaning of growth: 
 
“From this point of view, the principle of continuity of experience means that 
every experience both takes up something from those which have gone before and 
modifies in some way the quality of those which come after.” 
(Dewey, 1938, p. 35) 
 
According to Dewey, the principle of continuity of experience can be exemplified by 
education. Here, the growth through experience is taking place intellectually and morally. 
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Education will lead an individual to be well prepared for meeting the conditions of life. He 
will have gained knowledge and grown from the experiences so that he is capable of making 
good choices for himself. Contrary to this, a person having gained only little knowledge and 
not having had the opportunity to grow from experience will have less resources to draw from 
and will in this way be ill equipped for life. Through life, the individual passes from one 
situation to another, bringing with him the knowledge, attitudes and preferences gained by 
past experiences – these become instruments for dealing with subsequent situations (Dewey, 
1938). By working with Process Drama, the pupils in our example not only hear or read about 
the politics of a political party, they actually work with the politics through making a 
campaign for a political party. In this way, they will have to dig into the material, to find the 
best way to get the message through. In this way, the knowledge gained in this way becomes 
part of the pupils’ lived experiences. We see contextualisation as an important aspect of 
learning, because rather than being taught in isolation, the knowledge becomes applicable to 
the real world, thus it becomes meaningful to the pupils. We wish to return to this aspect later 
as it is an aspect that we see reflected in other theorists.  
 
Another aspect from Dewey that we are able to recognise in the model, based on Bowell and 
Heap’s thoughts, is reflexivity. The Process Drama should be built up in a way that provides 
time for reflection. The class will go in and out of role in order to reflect upon their actions; 
what they have learned and to discuss where to go next. According to Dewey, the pupils 
should have time for reflection in between the activities, because stopping and thinking will 
lead the pupils to see new connections, recall experiences, and make new meanings of the 
gained knowledge (Dewey, 1938). By continually taking steps out of the drama, space is 
provided for the pupils to reflect upon what they have just learned and maybe find new 
solutions to problems they have met during the drama.  
Furthermore, Bowell and Heap seem to have incorporated the teacher as a guide rather than a 
mentor, in likeness to Dewey. Dewey believes that it is the teacher’s role, as being the one 
with more mature experiences, to use his insight in order to direct the pupil’s experience. This 
should be done in a guiding rather than a controlling manner (Dewey, 1938). We see this 
reflected in Bowell and Heap (2001) as one of the basic principles, the contract, that we 
mentioned in chapter 3.1. In the contract between teacher and pupils, it is clarified that the 
teacher should let the pupils discover solutions and sometimes withhold his own knowledge 
in order not to deprive the pupils of the growth that comes from discovering for themselves.  
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However, we believe that the role, to which Dewey has ascribed the teacher, is a role that 
requires an extremely sensitive teacher who is dedicated to provide the very best learning 
possibilities for his pupils. The teacher would need always to be one step ahead of the pupils 
in order to see in what direction they are headed and to find out in which way to guide them 
into discovering answers, so that they may grow from that experience. Furthermore, the 
teacher would have to pay very close attention to each pupil during the execution of the 
Process Drama in order not to act from preconceived thoughts about each individual pupil. A 
typical class in the contemporary Danish Folkeskole is between 20-25 pupils, this would 
mean that the teacher would have to take differentiated teaching to another level. We have to 
relate ourselves critical to that matter, which we wish to return to later when discussing 
individuality in learning (p. 34). 
 
4.1.2 Communities of Practice 
 
Besides Dewey, we also see coherence with Etienne Wenger’s sociological theory of 
Communities of Practice in Bowell and Heap’s Process Drama. Wenger suggests that learning 
is an inevitable and natural part of life, and that it is a social activity – the fact that we are 
social beings is a central aspect of learning. According to Wenger, what provide the contexts 
for learning are social engagements; we learn through interaction with each other and with the 
world (Wenger, 1998). So, one could say that the pupils work together in communities of 
practice in the Process Drama, thus learning through social activities. This takes place both 
during the drama and when stepping out of the drama, as the pupils cooperate and share their 
thoughts and solve problems that might occur together. The uncertain factor here, though, is 
that one of the communities of practice in our example takes place during a dramatisation. We 
cannot be completely certain that the pupils will obtain a feeling of belonging to a community 
of practice in the phases of the dramatisation. It will depend on how much effort each and 
every pupil will put into the fictive community and into playing their role, as they are already 
members of a community of practice in class, with the power structure prevalent there. The 
pupils are familiar with that community of practice, they take part in it daily, and they are 
most likely also part of even smaller groups or cliques within that community. The pupils, 
then, have to step completely out of their personal selves to become part of the community of 
practice in the consulting company, and we believe that to quite difficult and hence not very 
possible for the pupils. 
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Furthermore, the Process Drama seems to be building on what Wenger calls pursuing shared 
enterprises by participating in social communities. Wenger ascribes great importance to 
participating in the practices of social communities and to create identities in relation to these, 
whether it be participating in work-teams or belonging to a certain clique. According to 
Wenger, learning means for individuals to engage and contribute to communities of practice 
(Wenger, 1998).  
We are, however, not certain that we can say that the pupils are pursuing shared enterprises in 
the way Wenger describes when learning by this method. They might collaborate on a project 
– making a political campaign – but we cannot be sure that everyone contributes and thus are 
equally important in the process. We do not believe that all of the pupils will participate at 
equal levels of engagement to be able to say that the pupils obtain the feeling of pursuing a 
shared end. 
As we briefly touched upon earlier, Dewey ascribed great importance to meaningfulness and 
this is something that Wenger agrees upon. Wenger states that the main focus of education 
should be on the negotiation of meaning: 
 
“...if school practice becomes self-contained then they cease to point anywhere 
beyond themselves. School learning is just learning school. From that perspective, 
applying what one has learned in a classroom becomes a matter of moving from 
one practice to another.” 
(Wenger, 1998, p. 267) 
 
If, on the other hand, knowledge is taught, or discovered, by doing, or as Wenger suggests, by 
participation, the experience will transform the individual and become part of his lived 
experiences. Wenger believes that the institutional setting does not provide meaningful forms 
of membership and empowering forms of ownership of meaning. According to Wenger, the 
pupils need “materials and experiences with which to build an image of the world and 
themselves and ways of having an effect on the world and making their actions matter” 
(Wenger, 1998, p. 271). We believe that Bowell and Heap’s Process Drama is a way to avoid 
the institutional setting but we do not believe that it in itself will provide an empowering and 
meaningful way to learn. Furthermore, we have come across other uncertain factors, such as 
the question of whether the pupils will engage in the drama-community of practice, with no 
respect to the hierarchy or cliques prevalent in the out-of-drama class. There is also the 
question of whether the pupils will participate at equal levels to obtain the feeling of pursuing 
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shared enterprises or even that of belonging to a community of practice in the drama. Hence, 
we find ourselves critical towards Wenger’s theory as being the theory that provides the basis 
for a meaningful Process Drama. However, we do believe that working with something 
tangible, a campaign, could possibly contextualise the knowledge they learn in a way so that 
it becomes part of their lived experiences. We will return to finding a possible solution for 
this later. 
 
We have now found some points that explain the conceptual foundation of the Process Drama 
by looking at what we recognise as being some of Bowell and Heap’s influences, and 
discussed whether we found the theories beneficial for the pupils learning. In the following, 
we wish to elucidate a point from Dewey, namely the importance of individuality, which we 
do not see implemented in Bowell and Heap’s theory.  
 
4.2 Individuality in Learning 
 
As we can see from our chapter on Bowell and Heap’s influences, Process Drama seems to be 
building on both older and newer classic theories within education. We see a clear 
reminiscent of Dewey in the method, as well as Wenger’s theory of Communities of Practice. 
One basic aspect from Dewey, which we ascribe great importance to, however, does not seem 
to be implemented into Process Drama. The method seems to be yet another “one size fits 
all”-model. The pupils more or less all have the same role or job description, the method 
simply does not take individuality into consideration to the extent that we find satisfactory. 
Dewey ascribes great importance to individuality and states that the teacher must have the 
understanding for the individual as being an individual, to be able to judge what attitudes are 
beneficial for the pupil’s growth. This is why Dewey sees the teacher’s own living experience 
as so important, as it gives him the insight to see where the pupil is heading and where and 
how to interfere in order to direct the pupil. This means that the teacher’s concern should be 
on the situation in which the learning takes place. According to Dewey, one factor in the 
situation is the pupil, the individual who is what he is at that given time, with the experiences 
that he has gained and that he brings with him into the situation. The other factor is the 
objective condition, which to some extent can be regulated by the teacher. In order for the 
teacher to be able to do this, it presupposes that the teacher has detailed knowledge of his 
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pupils. The teacher’s responsibility, then, is to “understand the needs and capabilities of the 
individuals who are learning at a given time” (Dewey, 1938, p. 45).   
We believe that individuality in learning is extremely important, however, we see Dewey’s 
thoughts on this matter as being naïve, or simply utopian. As we touched upon earlier in this 
chapter, the role that Dewey ascribes to the teacher is that of someone having superhuman 
surplus energy and extreme attention to each individual pupil. It seems that Dewey has a 
different view on what a teacher is and should be than from what our expectations are. One 
reason for that might be that Dewey’s laboratory school, in which he made his observations, 
cannot be compared with the contemporary Danish Folkeskole. The 23 teachers who worked 
in the laboratory school might not be representative of the entire Danish teaching staff of 
2011. There are many different views about what a teacher is. A contemporary Danish teacher 
has to live up to the expectations of what a teacher is from very different viewpoints – 
colleagues, parents, pupils and politicians, to name a few. A teacher has to be able to teach 
differentiated to accommodate the different levels of subject knowledge that a class holds. At 
the same time, he needs to be aware of every pupil’s wellbeing and situation outside of school 
and be prepared to take action and notify the municipality when that is needed. Furthermore, 
the teacher has to have an overview of every single pupil’s learning trajectory, to make 
reported plans yearly for each pupil and to make ongoing evaluations for each pupil. In the 
Danish Folkeskole, teachers have several classes, so these aspects have to be multiplied 
several times in order to grasp the amount of aspects that a teacher needs to bear in mind 
while teaching. If the Danish educational system adopted Dewey’s view, the teacher would at 
the same time have to take into consideration each and every pupil’s past experiences to know 
what that is at that given time in order to guide him in the most beneficial way. We do not 
believe that the teachers at Dewey’s laboratory school had the same responsibilities as 
teachers have today. Furthermore, individuals who choose to become teachers have many 
different motivations as to why they become teachers. Some may do it because they would 
love to work with children. Some may like the working hours. Others want to make a 
difference. And then there most likely are some who would like to be mentors – there might 
be teachers who became teachers because they wanted to teach children their own knowledge. 
But that is the complete opposite of what Dewey wanted a teacher to be. Still, it is not a 
wrong way to be a teacher.  
Dewey might have been too simplistic in suggesting that all teachers should be guides that 
ought to lead the pupils to growth through experience. Or at least we believe that Dewey’s 
view on what a teacher ought to be, in this respect, is too narrow. We believe that it would be 
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constraining to teachers, and undermining their autonomy, if the Danish educational system 
adopted this unrealistic  view of Dewey’s of what a teacher should be.  
In the following chapters, we wish to present some different theories that might provide a 
possible solution as to how individuality in learning could be implemented into the Process 
Drama in a realistic way to provide an empowering and meaningful way of learning. 
 
4.3 Multiple Intelligences 
 
In our attempt to find an ideal theory for a learning process, where pupils are taught in a way 
where they can show and use their entire spectrum of intelligence, and not only be taught in 
the classical teacher-to-pupil manner, we came across Howard Gardner who, in the 1980s, 
challenged the view on intelligence tests with his theory of Multiple Intelligences.  
In the 1980s, Gardner developed this theory as a critique of the traditional intelligence tests. 
He saw the tests as a poor way of measuring intelligence, and argued that “After all, the score 
on an intelligence test does predict one’s ability to handle school subjects, though it foretells 
little of success in later life” (Gardner, 1983, p. 3). Instead of measuring intelligence in one 
way, Gardner divided intelligence into seven different kinds to show how intelligence can be 
construed in more than one sense. Since 1983, two more intelligences have been added to the 
theory; however, our focus is not on the specific kinds of intelligence. Rather, we find the 
idea behind the theory useful when designing an ideal way of teaching. 
 
“(…) everyone should study some history, science, mathematics, and the arts. It is 
not important to me which science is taught—I am much more interested in 
students learning to think scientifically. Similarly, it does not matter that much 
which history students learn, though they certainly ought to be acquainted with 
their own country. What matters is that the students have some sense of how 
historical studies are carried out; what kinds of evidence are used; how history 
differs from literature on the one hand, and from science, on the other; why each 
generation rewrites history and there can never be a definitive history.” 
(Gardner, 2010) 
   
As Gardner states in the above-mentioned quotation, we believe that Process Drama could be 
a method to implement these issues that Gardner ascribes much importance to. When creating 
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a method for learning where pupils learn through drama, being in role, and through reflecting 
upon the drama, being out of role, we believe that the pupils will learn to think scientifically. 
Instead of learning only fingertip knowledge or to memorize what year the French Revolution 
began, the pupils actually learn to put their knowledge into a real life context when using it in 
a drama situation. 
As pointed out earlier, Gardner mentions that classical school subjects do not always teach 
pupils how to apply knowledge to society. Furthermore, as stated in the Introduction (p. 3), 
that there is a strong tendency in Western educational systems that pupils only learn ‘school 
knowledge’, not ‘real-world knowledge’, and this is what Gardner is opposed to. 
 
As a more concrete way to implement and acknowledge that pupils are different and may not 
always learn optimally in the exact same ways, we have found that Learning Styles, 
developed by Rita Dunn, could be a good example of applying diversity into teaching. In the 
upcoming section on Learning Styles, we will explain this method more comprehensively.  
When using Process Drama as our underlying basis, we believe that it would be possible to 
implement Multiple Intelligences as a resource to consider individuality as an important 
aspect. Learning Styles would then help to take the individuality among the pupils into 
consideration, and not least to be put into practice. It is our assumption that when the 
creativity of the pupils is being challenged – in the same way as their ability to adding up 
numbers or learning how to spell is challenged, many pupils will in this way learn better 
through a more creative teaching form. Moreover, they will learn how to put some of the 
school subjects into an actual ‘real life’ context. 
However, Gardner’s theory of Multiple Intelligence seems more as a hypothesis than an 
actual scientific theory. It seems to us that arguing about human beings’ dissimilarity is a 
fairly simple statement, and we do not think that many, if anyone at all, would in fact argue 
against a statement like that.  
The theory introduced in the following, Learning Styles, is closely linked to Multiple 
Intelligences, but, as mentioned earlier in this section, is a more concrete way to actually put 
it into practice. We see Gardner’s Multiple Intelligences as an umbrella and as an overall 
frame, but the struggle would still be to distinguish between the two theories when 
implementing them in a real life context. In a nowadays context, we find it somewhat difficult 
to divide the pupils into different kinds of intelligences, since most pupils may not only have 
one specific kind of intelligence, but rather a combination of a couple of intelligences, and in 
a situation like that it would be the teacher’s task to simply assess what intelligence should be 
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the main focus, since it would be too big of a task for one teacher to have 24 different, yet 
specific, focuses. 
As touched upon before, the teacher’s role would again be demanding to a great extent, in the 
sense of knowing each pupil fairly well. Firstly, he would have to divide the class into groups, 
and secondly he would have to be on par with each of the different learning groups. 
Nevertheless, even though Gardner’s theory is fairly simple, we do believe that the idea 
behind it can be used in our case – however, more as a symbol to remember individuality than 
an actual method. 
In the following, we wish to introduce the theory of Learning Styles in order to see how this 
could be implemented into the method of Process Drama, to ensure that individuality will be 
taken into consideration when working with this method. 
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5. Synthesis 
 
As we believe individuality to be extremely important in learning, we wish to find a possible 
solution as to how individuality would be taken into consideration when working with 
Process Drama. As we find Dewey’s expectations of teachers unrealistic and not 
corresponding with a contemporary teacher’s many-facetted job-description and since we find 
that Wenger’s theory holds too many uncertain factors, we need to adopt a different view.  
 
5.1 Towards a New Conception of School Learning 
 
It is our impression that teaching by individual Learning Styles is becoming increasingly 
popular in Denmark. We have schools, which teach primarily by Learning Styles such as 
Hellerup Skole in the municipality of Gentofte or Trekroner Skole in the municipality of 
Roskilde. The public breakthrough for Learning Styles in Denmark came in 2008 when TV2 
launched the program-series “Skolen”, where Gauerslund Skole in the municipality of Vejle 
participated in a Learning Styles-experiment that lasted 100 days. The result was that based 
on the grade point average, Gauerslund Skole, which prior to the experiment was ranked as 
number 1167 out of the approximately 1600 schools in Denmark, could move up the scale 
about 1000 numbers to the top 100 of Danish schools (Knoop, 2008). Because it seems that 
Learning Styles have become a somewhat common way of teaching, we believe that this 
could be a solution as to how individuality could be taken into consideration, in a realistic 
way. 
Rita Dunn invented the concept of Learning Styles, which we wish to explain in the 
following.  
 
Dunn started teaching in 1949 and later became a professor at St. John’s University in New 
York. Since she started to conduct research towards the end of the 1960s, she has 
concentrated on connecting practical education to the individual pupil’s perceptual strengths. 
According to Dunn, the fact that every pupil has individual Learning Style preferences causes 
teaching by identical methods and materials to promote learning for some and prevent it for 
others. As every individual has his own preferences or as explained by Gardner, intelligences, 
a teacher has to find the learning-channel needed for a particular pupil. Several dimensions 
determine an individual’s Learning Style: What will contribute to the individual’s 
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concentration and what will sustain it and what will support the individual’s natural way to 
process information and what will store this information in the long-term memory (Dunn, 
2003).  
A Learning Style is based upon how the individual processes sensory perceptions. According 
to Dunn, there are several factors in play when an individual is to acquire new knowledge, 
these factors can be divided into sub points: There are the physical elements, emotional 
elements and sociological, physiological and psychological factors (Dunn, 2003).  
 
The Dunn Learning Styles Model: 
 
(Dunn, 2003, p. 34) 
 
Learning Styles can be seen as perception preferences, and overall, Dunn distinguishes 
between two psychological factors – whether a pupil perceives best analytically or 
holistically. According to Dunn, the two groups use different strategies to process information 
as their brains function differently. The analytic pupils learn best when introduced step by 
step to new information. These steps should build up to provide a conceptual understanding. 
The holistic pupils learn best if they are presented with the concept first, so that they 
understand the whole before concentrating on details. It seems that the two groups have 
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different physiological and psychological needs. Overall, the analytic pupils often prefer 
working in calm, well-lit, formal surroundings and have an emotional need to finish one task 
before proceeding to the next. The holistic pupils prefer having the opportunity to work on 
one task for a short period of time, then work on another before returning to finish the first 
while having access to foods and drinks. Furthermore, the holistic pupils prefer working in 
dim lights, in soft and informal surroundings.  
 
Illustrated by Buck Jones All rights reserved. Copyright 2002 
 
Dunn’s research shows that the holistic pupils constitute a majority – 88% of all pupils in her 
research are holistic, hereof the majority are boys. These pupils are visually oriented, have a 
need to move around in the classroom, they wish to have a choice of what to work with, how 
to work and with whom, they learn best between 10 AM-3 PM, prefer tactile and kinaesthetic 
material, have the need for authority and outer motivation, and prefer working in pairs or 
groups. The analytic pupils constitute the last 12% and girls are predominant in this group. 
The analytic pupils can sit straight up and down in their seats, they are auditive, work 
independently even in the younger classes, work well in the morning and are self-motivated 
and persistent (Schelde, 2003). 
As we can see from Dunn’s research, the holistic group constitute the majority and thus she 
suggests adopting the holistic Learning Style as it appears to be efficient for most pupils. This 
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means that the teacher should introduce the subject in a motivating manner, for instance 
through a story, be humorous to reach the pupils emotionally and use illustrations such as 
figures, drawings and colours. The teacher should limit presentations to 12-15 minutes 
followed by activities for the pupils, provide the pupils with the opportunity to utilise visual, 
tactile and kinaesthetic material, provide the possibility for the pupils to choose where, with 
whom and how they wish to work with the subject. 
Learning Styles can be accommodated by environment, social relations and learning 
materials. Some pupils work better together in small groups or pairs, some learn better by 
working on their own. Materials are a core aspect of this method. For instance, kinaesthetic 
pupils learn better by moving around, so floor games are a good choice for them. Kinaesthetic 
pupils can also use the materials made for tactile pupils, only standing up. This could be 
materials such as Electro-games – cards placed on an electric board where the answers are 
chosen with a pen that activates a light that tells if it is correct or not. The important aspect 
here is learning by having a physical object in their hands. There are other Learning Styles 
and many combinations; one can be holistic-auditive or analytic-tactile, and an individual 
always have several Learning Styles preferences. Furthermore, Dunn’s research has shown 
that these preferences do not only apply to pupils, teachers have teaching styles too. In some 
schools efforts have been made to match teachers with certain Teaching Styles to pupils with 
corresponding Learning Styles.  
According to Dunn’s research, the pupils who lack subject knowledge are often 
tactile/kinaesthetic. When introduced to subjects through tactile materials supported by 
auditive or visual methods, most of these pupils will perform at the same level as average 
pupils (Dunn, 2003). This suggests that by implementing Learning Style materials into the 
education, more pupils would be at equal levels of subject knowledge.  
An interesting connection to Learning Styles, or perception preferences, can be found in Don 
Tapscott (2009) whom we mentioned earlier in this report. Tapscott provides a view on these 
preferences as being something that can be influenced by society. Tapscott refers to a study 
made at California State University (Hayward) were the students were used to step-by-step 
instructions for their assignments. When incorporating more images to the assignments, the 
students’ scores increased by 11-16%. Tapscott believes that the tendency to learn better by 
visual images than by texts is attached to the generation that he calls The Net Generation – 
those who grew up using the internet. According to Tapscott these individuals learn better by 
visual materials because they “grew up digital” (Tapscott, 2009) and have learned how to 
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read images, graphs and icons. Tapscott states that this generation may be more visual than 
their parents (Tapscott, 2009).  
We find this view interesting, as learning preferences might change over generations, as 
society changes. We believe that this suggests that human beings have an ability to adapt to 
society and learn the skills needed in such a society. It seems important then, to promote these 
skills by education. 
 
5.1.1 A Possible Solution  
 
In an attempt to find a solution as to how innovation and creativity could be implemented in 
education in the Danish Folkeskole, we have presented a model for a Process Drama, based 
on Bowell and Heap. We believe that the Process Drama encourages pupils to think in new, 
creative ways and to be innovative while collaborating with each other. We have tried to dig 
deeper into Bowell and Heap’s model to find out how it functions theoretically, as we could 
recognise some classic theories behind underpinning it. As our work has been strictly 
conceptual, looking at these theories has helped us to see how the model works. In this way, 
we have also been able to see where this model might not work, as we have pointed out in a 
previous chapter. However, looking at these theories also revealed that one important aspect, 
at least according to John Dewey, had not been taken into consideration. The model does not 
endorse individuality in learning. All pupils have the same function, and are supposed to 
perform the same tasks with the same materials. We believe that this is a fallacy, as we 
believe it to be broadly accepted, that we all have different ways of learning.  
We then suggested two different but somewhat related theories that could be applied to the 
model, namely Learning Styles and Multiple Intelligences, in order to acknowledge the 
pupils’ individualities. It is our impression, that teaching by Learning Styles has become an 
accepted method several places in the Danish Folkeskole and material supporting Learning 
Styles is normally accessible. Therefore, we believe that implementing the use of Learning 
Styles into Process Drama should be possible – and should be done. We now wish to present a 
modified version of the case, in order to show how the process drama could be executed. 
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5.1.2 Modifications to Role and Strategy 
 
In our own modified version of the Process Drama, the aspects of Learning Area, Context, 
Teacher’s Role, Frame and Sign would remain as in the design we presented based on Bowell 
and Heap’s theory. We wish to make a change to the section Strategy. This is the section 
where the teacher considers the strategies needed for executing the drama. Even though the 
teacher should not plan the entire drama - that would dis-empower the pupils - he needs to 
consider and prepare materials needed to accommodate the pupils’ different Learning Styles. 
If the teacher is very familiar with the class and knows the pupils’ Learning Styles already, he 
would probably be used to working with Learning Style-material. This would mean that he 
could plan which pupils should work together and with what materials. This leads us to the 
next alteration, on the aspect of Role. The roles would change as the pupils should still have 
the same overall job-title, but the consulting company’s workload should be divided between 
the pupils – or when in role, the consultants – so that the pupils could perform different tasks, 
according to their individual Learning Style. An example could be the tactile pupils working 
with layout of the campaign posters and flyers. Instead of using a computer program, the 
pupils could work with cardboard posters and prints of pictures and texts to place onto the 
poster to get the message through in the most effective way. This would mean that these 
pupils would have something to work with using their hands while they also would have to 
understand the texts prepared by other pupils, in order to make the lay out coherent. We 
believe that in this way, the tactile pupils would learn about visual communication.  
 
5.1.3 Environment 
 
Dunn’s research has shown that some pupils prefer listening to instrumental music while 
learning (Dunn, 2003). The sound preference could be bypassed by using headphones for 
those pupils. It is important to note that a pupil can only learn by a Learning Style as long as it 
does not prevent learning for others. This means that there are a few practical points to 
consider, such as environment, when working with Learning Styles. Rearranging the 
classroom could accommodate many Learning Style factors. The kinaesthetic pupils could be 
placed at a workstation with no chairs so that they would have the opportunity to move 
around freely as they work. To accommodate the pupil’s different preferences, the 
kinaesthetic workstation should be placed away from the pupils who prefer to sit still while 
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working. As according to Dunn, it is often the analytic pupils who prefer a calm, well-lit 
environment, these pupils could be placed near the windows. Partitions could be used to 
create different work areas in the classroom for the different groups of pupils and to make 
sure that the more active holistic pupils can move around freely without interrupting the 
analytic pupils.  
 
Example of classroom arranged by Learning Styles principles: 
 
(Dunn, 2003, p. 149) 
 
As we can see from the example above, the classroom has been divided into different areas or 
workspaces in order to make room for the pupils’ different needs. The pupils who need to, can 
bring pillows and blankets to sit on, to make the environment more comfortable and informal.   
 
Some aspects, however, would be difficult to accommodate, at least in the contemporary 
Danish Folkeskole. The time period preference would be difficult to fulfil, as the typical 
school day for fifth grade is from 8AM until around 1PM or 2PM. Hence, the pupils would 
 
46 
 
have to work within this timeframe. Temperature is another aspect, unless the class has more 
than one room at their disposal. However, we believe that quite a few of the elements Dunn 
mentions could be implemented into working with Process Drama. It would take quite some 
preparation for the teacher, unless he already is familiar with the pupils’ Learning Styles and 
is used to teach by them.  
5.1.4 Modified Process Drama Case 
 
The structure of our modified Process Drama would be quite similar to that based entirely on 
Bowell and Heap’s theories. On paper, the difference would not be that apparent, as the 
sessions of the Process Drama, described in chapter 3.2.6, would be structured the same way. 
The changes are within the different phases of the process. The first change is in the teacher’s 
preparations. The teacher needs to use his knowledge about the individual pupils to prepare 
Learning Style material for each Learning Style group, instead of using the same for the entire 
class. The second change is in the actual execution of the Process Drama, where the pupils, 
acting as consultants, work on the same campaign but with different materials and tasks 
corresponding with their individual Learning Styles. 
In this way, when the pupils are in role, acting as consultants, they will be cooperating in their 
Learning Style groups, working on solving tasks together. Here, the difference from the 
design based entirely on Bowell and Heap, is in the materials that the pupils work with and 
the methods they use in their work. We believe that it is possible to implement the use of 
Learning Styles without ruining the illusion of working in a consulting company. Even though 
the pupils would be working in different ways, they would still be working on the same 
project – in our example, the political campaign. 
Dewey wanted the teacher to act as a guide for every single pupil and to use the teacher’s own 
experience in directing the pupils’ into growth. We believe that to be utopian or at least 
unrealistic in the contemporary Danish Folkeskole. However, we do believe that many 
teachers are familiar with teaching by Learning Styles and in this way could make use of this 
method in the Process Drama. By implementing Learning Styles, the teacher could tailor the 
teaching to the individual pupil by groups instead of individually, because the pupils are 
divided into groups according to their Learning Style. If we had the opportunity to test our 
design, we would do it with Learning Styles implemented, as we see one-size-fits-all methods 
as one-size-fits-very-few.  
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6. Conclusion 
 
We believe that there is a need for change within the traditional educational system. We are 
all acquainted with the Danish Folkeskole, and therefore know how the system works. Since 
one of us works as a teacher, we are also familiar with the system as it looks today from the 
inside.  
As a result of our thoughts and ideas on how to design an ideal way of teaching and learning 
in the Danish Folkeskole, we have found that Process Drama could be an optimal way to do 
so. The kind of Process Drama we have used was originally developed by Dorothy Heathcote. 
However, by means of Pamela Bowell and Brian Heap’s (2001) synthesis of several theories 
on Process Drama, including that of Dorothy Heathcote, we constructed a case to delineate 
how this method could be used within a Danish context, and by implementing Rita Dunn’s 
Learning Styles (2003) and Howard Gardner’s Multiple Intelligences (1983) we have come 
up with a way in which a learning process could possibly be more ideal – both for the teacher 
and the pupils.  
That being said, we are all aware of the fact that our constructed concept is not necessarily as 
simple as it looks on paper; most important, the teacher has enormous responsibility to make 
the Process Drama work optimally. With our example, the teacher must know all of his pupils 
quite well to divide them into specific groups. Before the actual Process Drama could initiate 
he would have to categorise the pupils in different groups of Learning Styles and 
intelligences. Furthermore, he would have to be really careful concerning this division to not 
reinforce predetermined ideas of how well each pupil would be able to deal with the tasks. 
As mentioned in the section concerning the teacher’s role (p. 20), Heathcote makes it clear 
how the teacher, both in role and out of role, has the responsibility of not being a typical 
teacher where he would know the answers and where the pupils can come to him for specific 
advice. The teacher has made a contract with the pupils, agreeing that he will be more of a 
colleague and not a teacher in its traditional form. This is done to keep the illusion of 
‘colleagueness’ and empowerment. However, the teacher must at all times be in total control 
of the way he expresses himself, which demands much insight and self-knowledge of the 
teacher. Furthermore, he must bear in mind that each of the pupils have different Learning 
Styles and additionally have developed different kinds of intelligences. Also, when being the 
only teacher in a class with approximately 24 pupils the teacher still needs to treat every 
group of pupils (i.e. Learning Styles groups) individually instead of handling the entire class 
together at once. 
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John Dewey mentions individuality as an important factor, and we stated earlier, when 
discussing this particular issue that the teacher has a responsibility to recognise the pupils as 
individuals. However, after having somewhat compared how the contemporary educational 
system functions today with the educational system at the time where Dewey’s work was 
published (beginning of the 20th century in the USA), we realised that Dewey’s theories 
would be somewhat unrealistic to implement in a Danish context of today. According to 
Dewey, the teacher must at all times bring the individual pupil into focus. However, it would 
be naive to think that a teacher, as in our example, in an average Danish Folkeskole, in a mid-
size city with a somewhat lively class would have the ability to keep the focus on each pupil 
and each Learning Style group in the same time as he would have to play a secretary or the 
like within the Process Drama. 
A second important issue is that of the practicalities. Traditional classrooms are not built for 
Process Drama. A desk in front of a blackboard does not exactly display the teacher as a kind 
of colleague and equal. Even though Dunn has a solution to divide a classroom into different 
areas (see picture on p. 39), the challenge would still be to show regard to each of the 
Learning Style groups and furthermore to step into their universe of an optimal learning 
situation. 
 
Our ideological outline of a new way of learning is not tested in the contemporary Danish 
Folkeskole, and to our knowledge, no one is using Process Drama in combination with 
Learning Styles and Multiple Intelligences. The case and analysis are meant as a project for a 
further study where an empirical study would be the main focus. 
It is our wish to see how this model could be applied to reality, so to speak – if the case we 
have presented really would be an ideal way of teaching through the use of drama, since we 
feel that we can conclude that it has good potential, though there are also some problems in 
the concept, as we have discussed above. 
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7. Anchoring 
 
We are anchoring this project within the fields of Educational Studies, Health Promotion, and 
Performance Design. 
The field of Educational Studies will be covered through the use of various pedagogical 
theories, in that we are discussing a subgenre of Drama in Education, using John Dewey in 
our analysis and synthesising the Process Drama with Learning Styles. To us these are all 
clearly parts of the field of Educational Studies. Further, we are covering the dimension of 
Subjectivity and Learning through using the abovementioned theories as well as Etienne 
Wenger’s Communities of Practice, and Howard Gardner’s theory of Multiple Intelligences, 
which are all concerned with subjectivity and learning. 
Secondly, we make use of Health Promotion in the sense that our constructed case and the 
theory of Learning Styles will promote pupils’ learning and thereby increase their knowledge 
of the world and of themselves, which we believe will contribute to them living a healthier 
life.  
Finally, we are anchoring the project in the dimension of Performance Design, as we have 
designed a teaching plan where pupils learn primarily through drama. It is therefore not 
merely the fact that the pupils play roles, but that we have designed a process for this, a 
production design, which is a form of performance. The teacher has to consider many things 
which are also important when planning a performance – he has to consider the recipients 
(pupils) and how to best reach and affect them in a meaningful way, he has to make good use 
of signs and he has to consider strategies for executing the performance (drama) in way which 
keeps the audience (the pupils) engaged. Based on this we believe that the project covers the 
field of Performance Design. Further, since Performance Design is part of the Text and Sign 
dimension and has communication as an important aspect, we believe that we have also 
covered this dimension in the project. 
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8. Danish Summary/Dansk Resumé 
 
Vi har i dette projekt analyseret en undervisningsmetode kaldet Process Drama, som vi tror 
kan være en mulig del af løsningen på den kritik der bliver rettet imod uddannelsessystemerne 
i den vestlige verden.  
Vi indleder med at redegøre for denne kritik, og konkluderer at der efterspørges en skole der 
fokuserer på tværfaglighed, innovation og kreativitet, er elev-centreret og tror på ’learning by 
doing’ i den forstand, at eleven lærer mere og bedre ved selv at få lov til at opdage tingene i 
kontekst.  
Vi argumenterer herefter for at undervisningsmetoden Process Drama fokuserer på netop 
disse ting og at den med positiv effekt kunne bruges i den danske folkeskole. Samtidig med at 
vi forklarer hvordan metoden fungerer og hænger sammen, udvikler vi et eksempel på 
hvordan en brug af denne metode kunne se ud i praksis. Herefter analyserer vi på den ved 
brug af teorier fra John Dewey, Etienne Wenger og Howard Gardner. Vi konkluderer at der er 
visse problemer ved metoden, bl.a. at den ikke i tilstrækkelig grad tager højde for elevernes 
individuelle forskelle og behov. I den følgende syntese argumenterer vi for at disse problemer 
kan afhjælpes i nogen grad ved at bruge Rita Dunn’s teorier om Læringsstile, og vi diskuterer 
hvilke dele ved det eksempel vi udviklede i begyndelsen af projektet der skulle ændres for at 
det ville kunne tage hensyn til Læringsstile. Til sidst konkluderer vi at Process Drama koblet 
med Læringsstile har en del forcer, men at det stadig ikke er uden problemer.   
9. Abstract 
 
The aim of this project is an investigation of the potential in using drama in education to meet 
some of the critique raised towards the traditional educational system of the Western world. 
We discuss and analyse this through the use of theories by John Dewey, Etienne Wenger and 
Howard Gardner, and use Rita Dunn’s theory on Learning Styles to solve some of the 
problems found in the analysis. Our main conclusion is that Process Drama combined with 
Learning Styles seems to have some potential, but that there are still some problems in the 
concept. 
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